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CHAPrER I 
THE: PROBLEM AND SOURCES OF MATERIAL 
~ . . 
From the end of the sevente~nth century, when the,cello.was first 
recognized as a solo instrument, through the end of the eighte~nth 
century, many now forgotten cellists wrote large quantities of m~sic 
for their instrument. Much of this music has been lost or has stayed 
hidden in libraries. SUch a man was Peter Ritter, .who lived in Mann-
heim, Germany, from 1763 to 1846. Among his compositions are at least 
ten cello concertos which exist only in the original manuscripts. For 
a long time these manuscripts were owned privately, but in 19ll they 
were acquired by the Library of Congress along with many other manu-
scripts by Ritter. Only sometime since 1925 have these concertos been 
catalogued so that they could be made available. 
Peter Ritter composed his cello concertos over a long period of 
time, beginning during the Classical Era and going into the Romantic 
Era. Therefore, the contrast in style between the first concerto and 
the last is very great. The concertos are also interesting because 
they show the technical development of cello playing at that time. 
They illustrate the type of music that was being written by virtuosos 
to show off their technical ability. 
I. THE: PROBLEM 
It is the purpose of this st~dy (1) to examine Peter Ritter's 
cello concertos in order to discover their place in the music of his 
day; (2) to determine the influences of other cello concertos on his 
work; and (3) to show how his concertos might have contributed to the 
growth of the cello as a solo instrument. 
TI. SOURCES OF MATERIAL 
Sources of Bibliographical Material 
No study of Peter Ritter has been made in English except for the 
few pages devoted to him in Van der Straeten's The History of the 
Violoncello1 and a very short entry in Grove's Dictionary of Music.2 
Eitner's Quellen-Lexicon gives a brief account of Ritter and his 
compositions but mentions only his six cello sonatas and duets and ;not 
the cello concertos.3 
Hugo Riemann in the DenkmM.ler der Tonkunst in Bayern, Vol. XVI, 
gives a thematic catalog of his chamber works (twenty-nine quartets 
and sonatas).4 It is interesting to note that the Cello Sonata in 
D Minor in this catalog has the same opening theme as the Cello 
Concerto in D Minor. 
1Edmund S. J. Van der Straeten, The History of ~ Violoncello, 
The Viol ~Gamba, Their Precursors and Collateral Instruments (London: 
William Reeves, 1915), PP• 201-205. 
2 
2Eric Blom (ed.), Grove's Dictionary of Music and Musicians 
(Fif'th edition; London: Macmillan & Co., Ltd., 1954), Vol. VII, P• 185. 
3Robert Eitner (ed.), Biographisch-bibliographisches Quellen-
Lexicon der Musiker und Musik (Leipzig: Breitkopf & HHi'tel, 1900-1904), 
Vol. VIII;' P• 254. -
4Hugo Riemann (ed.), Denkm£1er der Tonkunst in Bayern (Leipzig: 
Breitk0pf & ml.rtel, 1915), XVI.2. - -
In 1895, Wilhelm Schulze published a short biography, Peter 
Ritter, Sein Leben und Wirken, a copy of which is in the Library of 
Congress in Washington, D. c.5 This book is strictly a biography 
and only mentions his works without any analysis of them. Van der 
Straeten took most of his information from this biography. 
The only really colll)?rehensive study was made by Gerhard Schmid 
in a doctoral dissertation, "Peter Ritter, Ein Beitrag zur Mannheimer 
Musikgeschichte.u6 This three hundred and twenty page dissertation is 
divided into two parts, a very complete biography and a discussion of 
his compositions. The greater part of the second section deals with 
Ritter's operas which Schmid discusses individually. The section on 
Ritter's instrumental music is not nearly as thorough, because most 
of these compositions, including all of the cello concertos, were in 
the Library of Congress and not available at that time for inclusion 
in the dissertation. Schmid does include analysis of six duos for two 
cellos, six sonatas for cello and basso continuo, and eight quartets. 
The dissertation ends with a complete listing of Ritter's work~ 
according to their locations in 1925. 
Source o~Ritter's Cello Concertos 
All of Peter Ritter's cello concertos, along with symphonies, 
quartets, duos, and operas, are located in the Library of Congress.in 
5wilhelm Schulze, Peter Ritter, Sein Leben und Wirken (Berlin: 
L. Oehmigke 1s Verlag, 1895). 
3 
6Gerhard Schmid, "Peter Ritter, Ein Beitrag zur Mannheimer Musik-
geschichte" (unpublished doctoral dissertation, Ludwig-Maximilians-
Universit~t, MUnich, 1925). (Obtained from Munich~on microfilm.) 
4 
Washington, D. C. These manuscripts were bought by the Library of 
Congress during the latter half of 1911, but there is no record of 
from whom they were purchased. According to Van der Straeten, whose 
book was published in 1915, Wilhelm Schulze was the owner of seven 
cello concertos, four string quartets, and several other chamber 
music compositions that are now located in the Library of Congress, 
which probably purchased them directly or indirectly from Mr. Schulze. 
There are ten cello concertos in manuscript in the Library of 
Congress, seven of which are complete and in full orchestral scores. 
Three are too incomplete to be of any value and, therefore, eliminated 
from this study. The seven complete concertos appear to be the original 
autograph scores and not copies, because there are many measures scratched 
out and rewritten. The sizes of the manuscripts vary from 20-1/2 em x 
33-1/2 em to 27 em x 35 em. 
None of the concertos have dates on them, and the only one that 
has any clue regarding the time of composition is the Concerto in D 
Minor, which says on the title page, "Compose par P. Ritter, Maltre 
de chapelle de s. A. R. le grand Due de Bade." Since Ritter did not 
become kapellmeister until 1803, it is probable that this concerto was 
composed no earlier than 1803 and not later than 1823 when he retired 
from the kapellmeister position. 
The seven complete concertos used in the study are: 
1. Concerto per il violoncello. Peter Ritter. A Major. 35 pages • 
. 
2. Concerto per il violoncello di ~etro Ritter. A Major. 76 pages. 
3. Concerto per violoncello von Peter Ritter. A Minor. 54 pages. 
4. Concerto von Peter Ritter. B-f'lat Major. 63 :pages. 
5· Concerto :pour le violoncell, compose :par P. Ritter. D Minor. 
81 :pages. 
6. Cello -Concert von Peter Ritter. E Ma.j or. 79 :pages • 
7• Concert. Peter Ritter. G Major. 84 :pages. 
These concertos will be referred to later in the study by their 
keys. Since two of' them are in A Major, the shorter one will be 
' ' 
referred to as A Major Concerto No. 1 and the longep one as A Major 
Concerto No. 2. 
Sources of' other Cello Concertos 
5 
The following cello concertos written during Peter Ritter's life-
time are used in this study to show the development of' cello literature 
before him and as a basis of' comparison betvTeen his concertos and 
contemporary works. 
1. Luigi Boccherini Concerto in B-f'lat Major - Eulenburg Edition. 
2. Joseph Haydn Concerto in D Major, Opus 101 - Eulenburg Edition. 
3· Bernhard Romberg Concerto No. 2 in D Major, Qpus 3 - Carl 
Fischer Edition. 
4. Bernhard Romberg Concerto No. 4 in E Minor, Opus 7 - Inter-
national Edition. 
With the exception of' 3 and 4, the above editions are all orches-
tral scores. The Haydn and Boccherini concertos were chosen because they 
represent the only concertos of' the time that are still in the concert 
cellists' repertoire. The Romberg concertos were chosen because he was 
the leading cello virtuoso of' the time and composed in the same virtuoso 
style. 
CHAPrER II 
HISTORICAL BACKGROUND 
I. Tml DEVELOPMENT OF Tml CELLO CONCERTO FROM ITS BEG:rnNING 
TO TBE FIRST PART OF Tml NJNETEENTH CENTURY 
Early History 
The cello came into existence in the middle of the sixteenth 
century but was not used as a solo instrument until after the middle 
of the seventeenth century. Even then it was used primarily in obligato 
passages accompanying arias in the Italian opera.l Only a few composi-
tions for solo cello were written before 1700, and none were published. 
The first solo cello compositions were the twelve 11Ricercari e Sonate," 
(1689), by Domenico Gabrieli (164o ca. 1690). 2 The second group con-
sisted of the twelve sonatas by Domenico Galli (second half of the 
seventeenth century).3 These sonatas were very primitive in character 
and for the most part very uninteresting.4 
lEdmund S. J. Van der Straeten, The History of the Violoncello, 
The Viol da Gamba, Their Precursors ~Collateral Instruments (London: 
William Reeves, 1915), P• 373· 
2nomenico Gabrieli, "Ricercari e Sonate per Violoncello di 
Gabrieli Domenico Chiamato Mingheein del Viulunzel (Secolo XVII), 15 
gennaro, 1689." The original manuscripts are preserved in the Museo 
Estense of Modena. 
3Domenico Galli, "Trattenimento Musicale Sopra il Violoncello a 
Sola, Consecrate all'Altezzo Ser ma di Francesco II duca di Modono 
Reggio, etc.," 1691. 
4E. s. J. Van der Straeten, 2l?,.• cit., P• 139· 
Around 1700, several concertos, sonatas, and solos £or the cello 
were pUblished, so that this date can be considered, except for the 
isolated examples of Gabrieli and Galli, as the real beginning of t~e 
cello as a solo instrument. At this time, both the player and the com-
poser were experimenting and trying to develop the resources of the 
instrument, often at the expense of the musical ideas. Up to the 
middle of the eighteenth century, the development was steadybut slow.5 
7 
Since the cello had its beginnings as a solo instrument in Italy, 
it is natural that the first concertos for it were written there. 
Guiseppe Jacchini (? - ?), who was a cellist at the church of S. Petronio 
in Bologna at the beginning of the eighteenth century, published in 1701 
his ten "Concerti per Camera a 3 e 4 Strumenti con Violoncello Obligato 
••• Opera Quarta," and these_ are considered to be the first solo 
concertos for cello.6 
In 1705, Domenico Della Bella (? - ? ) , kapellmeister at the 
Cathedral of Treviso at the beginning of the eighteenth century, wrote 
his twelve "SUonate da chiesa a tre, 2 Violini e Violoncello obligato 
5Ibid., pp. 383-384. 
6Douglas M. Green, "The Instrumental Ensemble Music. of Leonardo 
Leo" (unpublished doctoral dissertation, Boston University, Boston, 
1958), P• 171. 
8 
col Basso per 1 1 organo, op. 1. 11 These were published in Amsterdam, and 
a copy is now located in the British Mllseum.7 
Benedetto Marcello's (1686-1739) cello works are known primarily 
through his six sonatas for cello and basso continuo, but in the Biblio-
teca Marciana in Venice there is a modern manuscript entitled "Concerti 
a cinque con Violino Solo e Violoncello obbligato I Opera Prima. I di 
I' 
Benedetto Marcello nob. ven. dilettante di contrapunto I . . . . in 
Venezia del 1708 •••• 11 The last six of this set of twelve concertos 
are in reality solo concertos for cello.8 
With the approximately nineteen cello concertos of Antonio 
Vivaldi (ca. 1678-1741), the cello really began to advance as a solo 
instrument. Mario Rinaldi lists in his catalog of Vivaldi's works 
nineteen concertos for cello with string orchestra and cembalo.9 . The 
Ricordi catalog10 lists only one, but sixteen more concertos have 
been published in the complete works of Vivaldi since the index was 
made.11 
7Robert Eitner (ed.), Biographisch-bibliographisches Quellen-
Lexicon der Musiker und Musik (Leipzig: Breitkopf & II£rtel, 1900-1904), 
I, P• IJ02o.- - -
8nouglas M. Green, op. cit., PP• 173-174. 
9Antonio Vivaldi, Cataloga Numerico Tematico, edited by Mario 
Rinaldi (Rome: Editrice CUltura Moderna, 1945). 
10 Indice Tematico Di 200 Opere Strumentali, edited by 
G. F. Malipiero (Milan: Edizioni Ricordi, 1955). 
, Le Opere di Antonio Vivaldi (Milano: 
Ricordi, -1,_..9..,.4"""'7'"'"") -'. 
11 Edizioni 
9 
Nicola Porpora (1686-1766) wrote only one concerto and one sonata 
for cello, both of which are in the British MUseum. The Cello Concerto 
in G Major is accompanied by two violins, viola, and bass, and is in 
four movements, alternating slow and fast. There is a great emphasis 
on counterpoint in this concerto.12 
Leonardo Leo (1694-1746) was an excellent cellist and wrote six 
concertos with string accompaniment for his instrument. They each have 
four movements, alternating slow and fast. In writing for the cello, 
Leo was more concerned with melodic beauty and only occasionally wrote 
short bravura sections.13 T.he autograph scores of the six concertos 
are in the library of the Conservatorio San Pietro a Maiella in'Naples 
and are all dated from the years 1737-1738.14 
Among the approximately one hundred and fifty concertos composed 
by Guiseppe Tartini (1692-1770), there is only one for cello. T.he auto-
graph manuscript of this work is located in the Archivio musicale della 
Cappella Antoniana in Padua •15 Van Leyden puts the date of this con-
certo somewhere between 1735 and 1750.16 It follows the traditional 
12
nouglas M. Green, ~· cit., P• 177• 
13Ibid., P• 179· 
l4Ibid., P• 225. 
15Ibid., P• 177. 
1~olf Van Leyden, nvorwert" to Konzert in A-Dur von G. Tartini 
(Leipzig, Wien: Musikwissenschaftlicher Verlag;-1937). - -
three movement plan of slow-fast-slow and is scored for two violins, 
viola, and basses, in addition to the solo cello part.l7 
Luigi Boccherini (1743-1805) did more for the development of 
10 
cello technique than any of his predecessors. He developed the pas-
sage work to a daring degree of virtuosity and freed it from the stiff 
conventionalities of his predecessors. He frequently used harmonics, 
arpeggios, thumb position passages in the highest registers which ran 
across several strings, and long passages in double stops.18 Bocche-
rini composed six concertos for cello with string accompaniment. One 
of the concertos also uses oboe and horn, and another uses two flutes. 
The Concerto in B-flat, which is still in the concert cellists' reper-
toire, exists in several modern editions, all quite different. The 
Grutzmacher editionl9 is the one that is used almost exclusively, 
but Grutzmacher made many changes and even added a slow movement 
from another concerto. The Eulenburg edition20 is probably more 
accurate, because the editor says that he made only a very few 
changes in the cello part from the earliest score which is now in 
the Dresden State Library. 
17nouglas M. Green, op. cit., P• 177. 
18m. s. J. Vander Straeten, op. ~., PP• 173-174, 378. 
19Luigi Boccherini, Konzert in B-Dur fUr Violoncell und Orchester, 
edited by F. Grutzmacher (Wiesbaden% Breitkopf & Bll.rtel, 1923). 
20 Concerto in B-flat Major for Violoncello and Orchestra, 
edited by Richard Sturzenegger (London: Eulenburg, 1949) • -
France 
In France, cello playing had a late start. Martin Berteau 
(beginning of the eighteenth century--1756), who is considered to be 
the founder of the French school of cello playing, composed four con-
11 
certos for his instrument. A copy of his first concerto is located in 
the Brussels Conservatoire.21 
The next generation of cellists who composed concertos were 
students of Berteau. Among these were Jean Baptiste Cupis (born ca. 
1741 in Paris), who wrote two concertos; Jean Baptiste Aimee Joseph 
Janson (1742-1803), three Concertos, Qp. 3, three Concertos, Qp. 7, 
both sets with bass, and six Concertos, Qp. 15 (1799) with orchestra; 
and Jean Pierre Duport (1741-1818), a Concerto in A Major.22 
One of the most famous cellists of the late eighteenth century 
was Jean Louis Duport (1749-1819), younger brother of Jean Pierre 
Duport. He wrote a number of concertos, but Van der Straeten says, 
"These concertos are distinct children of their time, and are only of 
historical interest, and for the purpose of study."23 Duport, the 
younger, is known primarily through his still famous Essay ~Fingering 
the Violoncello and 2!1. the Conduct of the Bow, which has value for 
students of the cello even today.24 
2l:E. S. J. Van der Straeten, ~. cit., p. 263. 
22Ibid., PP• 266-267, 276. 
23Ibid., p. 280. 
24Jean Louis Duport, Essay on Fingering the Violoncello and on 
the Conduct of the Bow, translatedi'rom the original by John Bishop-
{London: Augener & Co., N.D.). 
One of the last cello virtuosos in France at the end of the 
eighteenth century v7as Jean Baptiste Breval (1756-1825), a pupil of 
Cupis. He wrote seven cello concertos which show the influence of 
Haydn but are not very interesting.25 
Germany 
12 
The cello first came into Germany during the latter part of the 
seventeenth century, but there were no real virtuosos until the begin-
ning of the eighteenth century. Tn the first half of the eighteenth 
century, a number of cello virtuosos wrote concertos for their instru-
ment, but these concertos, for the most part, were never published. 
Among these were Johann Wolfgang Wolff (1704-1718), who wrote several 
cello concertos; Johann Georg Roellig (1710-?), twenty-four concertos 
for various instruments including cello; Johann Baptist Baumgartner 
(1723-1784), a number of cello concertos for amateurs; Ignaz Malzat 
(1730-?), one concerto for cello which remained in manuscript; Anton 
Filtz {ca. 1733-1768), two concertos for cello with string quartet 
accompaniment and two concertos for cello with orchestra {Eitner, 
Quellen-Lexicon, Vol. III, P. 447); Ernst Ludwig Gerber {1746-1819), 
three cello concertos; Karauscheck, or Karaseck, (?-1789), three cello 
concertos; Philip Schindl8cker (1753-1827), one cello concerto; Karl 
Kaspar Eder {1751-?), fourteen concertos for cello; and Paul Winneberger 
(1758-1821), two concertos which have been published by Schott.26 
25E. s. J. Van der Straeten, op. cit., p. 296. 
26Ibid., PP• 179-200. 
13 
Matthias Georg Monn {1717-1750), an Austrian organist and com-
poser, wrote a Concerto in G Minor which has been pUblished in a modern 
edition by Arnold Schoenberg.27 This concerto was originally written 
for either cello or keyboard solo, and is available in both forms in 
the Denkmiher der Tonkunst in Oesterreich, Vol. XIX.2. 28 
Probably the earliest well-known German composer to write cello 
concertos was Carl Philip Emanuel Bach {1714-1788). He wrote three 
concertos for violoncello solo accompanied by two violins, viola, and 
bass ~including cello and cembalo). These are listed by Wotquenne as 
(170.) "Concerto a Violoncello concertato,u Be:rlin, 1750; {171.) 
11Concerto a Violoncello concertato," Berlin, 1751; and (172.) "Con-
certato a Violoncello concertato," Potsdam, 1753.29 These concertos 
exist in two other versions, one for clavier and the other for flute. 
By making minor alterations, C. P. E. Bach changed the figurations to 
fit the solo instrument. This changing of solo instruments in con-
certos was a common practice of the Baroque period.3° 
According to a chronological list of Joseph Haydn's works in 
Eitner's Quellen-Lexicon, Vol. v, P• 63, which is based on c. F. Pohl, 
27M9.tthias G. Monn, Cello - Konzert G-Moll, ·edited by .Arnold 
Schoenberg {Wien: Universal Edition, 1940). 
28wilhelm Fischer {ed.), Denkm£1er deT Tonkunst in Oesterreich 
{Wein: Universal Edition), XIX.2. - -
29Alfred Wotquenne, Q_. Ph. !·Jrch, Thematisches Verzei~s 
seiner Werke (Leipzig: Breitkopf & tel, 1905), p. 60. 
3°Karl Geiringer, The Bach Family, Seven Generations of Creative 
Genius (London: George Allen & Unwin, Ltd., 1954), p. 365. 
14 
Haydn composed six cello concertos between 1771 and 1783. The only one 
that is known is the final one in D Major, op. 101, composed in 1783. 
The authenticity of this work has been doubted, but on the first 
edition of the concerto published after Haydn's death by Johann Andr{ 
of Offenbach-on-Main is written "Edition d'apr~s le manuscrit original 
de 1 'auteur. n There is no reason to doubt that Haydn wrote this work, 
because it is listed in his own catalog of works.3~ 
Carl Stamitz (1746-1801), son of Johann Stamitz, one of the 
founders of the Mannheim school, was born in Mannheim and had ~s 
early training under his father and Christian Cannabich. From 1762 
to 1770, he was a violinist in the court chapel at Mannheim. Besides 
many symphonies and chamber music works, he has written three cello 
concertos which are generally unknown. These concertos were written· 
for two flutes, two horns, and strings in addition to the solo cello, 
but the winds are not necessary and only add color. Two of these 
concertos have been published in modern scores by B£renreiter.32 
Bernhard Romberg (1767-1841), one of the most briiliant figures 
in the history of the cello, created the German school of cello•play-
ing. His school had a very strong influence until Beethoven altered 
the whole technique of the instrument. Beethoven's style of writing 
3~rl Geiringer, Hay[6) A Creative Life in MUsic (New York: 
w. W. Norton & Co., Inc., 19 ,-p .. 258. --
32carl Stamitz, Concerto I in G fUr Violoncello prinzipale und 
Orchester, edited by Walter Upmeyer(Kassel und Basel: Bltrenreiter 
Verlag, 1953). Carl Stamitz, Concerto II in A fllr Violoncello prinzi-
p~le und Orchester, edited by Walter Upmeyer "[Kassel und Basel: 
Barenreiter Verlag, 1953). 
15 
for the ceJ.J.o was so different from Romberg's that Romberg declared it 
foreign to the nature of the instrument and unplayable. Romberg wrote 
ten concertos for his instrument.33 
Peter Ritter (1763-1846) lived as a cello yirtuoso and com@oser 
of ceJ.J.o concertos at approximately the same time as Romberg, although 
it is doubtfUl that they ever met. 
II. A BIOGRAPHY OF PETER RITTER 
The Importance of Mannheim 
.. 
Mannheim, Germany, is located at the confluence of the Neckar and 
Rhine Rivers in the Rhine Valley. Because of its location on such a 
heavily travelled river as the Rhine, Mannheim has always been a very 
active city both commercially and artistically, and from 1720 to 1778, 
it was the residence of the Elector of the Baletinate. 
The history of music in Mannheim during this time was closely 
connected with the tastes of the Elector of the Baletinate, Duke carl 
Theodor (1724-1799)· He was a great patron of the arts and made 
Mannheim one of the foremost centers of culture in Germany; all the 
artists, actors, and musicians of Mannheim were employed oy him.34 
Mannheim's theater was very active under the leadership of Baron von 
Dalberg, and at the end of the eighteenth century, Schiller had some 
33E. s. J. van der Straeten, op. cit., p. 384. 
34Baul Henry Lang, Music in Western Civilization (New' York: 
w. w. Norton & Co., Inc., 1941), p. 608. 
of his plays performed there for the first time. Carl Theodor main-
tained a world famous chapel in which were gathered a group of singers 
and instrumental virtuosos, who were famous for their discipline and 
unusual ensemble playing.35 
The musicians of the famed M:l.nnheim school can be divided into 
three generations: the first generation and founders of the school 
were Johann Stamitz (1717-1757), Franz Xaver Richter (1709-1789), and 
Ignaz Holzbauer (1711-1783); the second generation included .Anton 
Filtz (ca. 1733-1768), Guiseppe Togschi (1724-1788), Christian Canna-
bich (1731-1798), Franz Beck (1723-18o9), Ernst Eichner (1740-1777), 
and Ignaz Frll.n.zl (1736-1811); the third genera·tion, which continued 
the traditions of the school after the success of the Viennese plassi-
cal school, included Carl Stamitz (1746-1801), Wilhelm Cramer (1745-
1799), Anton Stamitz (1753-1820), Peter Ritter (1763-1846), and Carl 
Cannabich (1771-18o5).36 
The Mannheim orchestra in which many of these musicians played 
was considered one of the best in Germany. In 1777, at the time when 
Mozart visited Mannheim, the orchestra consisted of ten first and ten 
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second violins, four violas, four cellos, two horns, and trumpets and 
drums as needed.37 This orchestra was famous for its perfect teamwork, 
35wilhelm Schulze, Peter Ritter, Sein Leben und Wirken (Berlin: 
L. Oehmigke 1s Verlag, 1895), p. 5. · 
36Paul Henry Lang, op. cit., p. 608. 
37 Adam Carse, The Orchestra in the Eighteenth Century (Cambridge, 
England: w. Heffers & Sons, Ltd., l§l+o), P• 23. 
fiery and expressive execution, uniform bowing, exciting dynamic 
effects, and accuracy in pbrasing.38 
In 1778, Carl Theodor became Elector of Bavaria and took with 
him to Munich the greater part of the Marmheim chapel. This was a 
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severe blow to the inhabitants of Mannheim, but their highly developed 
interest in music made them want to again build up the musical excel-
lence of their city. As the younger generation grew up, they again 
brought the level of performance almost to its former brilliance.39 
Thus, Peter Ritter, who was one of the younger generation who 
had his early musical training under the famous Mannheimers, stayed 
in Mannheim and later became one of its leading musicians. 
Ritter's Life 
Peter Ritter was born July 2, 1763, according to the baptismal 
registry of the Catholic Church in Mannheim which contains the follow-
ing entry under that date: 
Baptizatus est Joannes, fil. leg. D. Georgii Wilhelmi Ritter et 
Marie Adel~idis Herzogerin Conj • levantibus Joe Petro et Maria 
Anna Conj. 0 
He was born into a very musical family. His father, George Ritter, 
was a court actor and musician at Bayreuth, but came to Mannheim in 
3~ric Blom (ed.), Grove's Dictionary of MUsic and Musicians 
(Fifth edition, London: Macmillan & Co., Ltd7;" 1954), Vol. v, p. 553. 
39wilhelm Schulze, op. cit., p. 6. 
4oGerhard Schmidt, "Peter Ritter, Ein Beitrag zur Mannheimer 
Musikgeschichte," (unpublished doctoral dissertation, Ludwigs-Maxi-
milians-Universit£t, Munich, 1925), p. 2. • 
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1756 as violinist in the Electorate chapel. His father's brother, 
Heinrich Ritter, also came to Mannheim as bassoonist, and Heinrich's 
son, Wenzel, became one of the most famous bassoonists of his time.41 
Unfortunately, very little is known about Peter Ritter's early 
life, but a few pages from an autobiography do exist, and they give a 
short account of his first musical training in Mannheim. All the 
children in the family very early showed great musical talent which 
was encouraged and developed by the father. Young Peter studied the 
violin and learned the foundations of composition a~ a very young age. 
He was especially good at playing the cello and studied in Mannheim 
with the famous Anton Filtz and Innocenz Danzi. When Ritter was only 
nine years old, Abt Vogler, who was at that time kapellmeister of 
church music, heard him play the cello, and was so impressed that he 
offered to give him theoretical training. How long Vogler taught 
Ritter is not known, but he must have taken a great interest in 
Ritter's creative ability, because in 1780, ne published in his 
11Musikalishen Monatschrift" of Mainz a string quartet written by 
Ritter when he was seventeen years old.42 
Ritter's father took his children on several concert tours, and 
on September 29, 1776, Peter made his first public appearance in 
Frankfurt. The announcement of the concert read: 
41Ibid., 
42Ib.d _~_., 
PP• 7-8. 
P• 3· 
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Vollstimmige Konzert von Herrn Ritter, Churpf£lzisher Hofmusikus, 
im Roter Haus, wobei sich eine s£ngerin von 14 Jahren, ein 
Violinist von 18 Jahren und ein Violoncellist von 12 Jahren · 
h8ren lassen werden. Billet 1/2 Conv. Thale~. 
Desgleicher am 6. Oktober43 
Soon after this, his father took him to Berlin where he played before 
the crown prince Friedrich Wilhelm II, who was an enthusiastic amateur 
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cellist. He played a concerto by Duport and also one of his own which 
was composed when he was ten or eleven years old. Later, when the 
crown prince became king, he sent Ritter a valuable cello. 44 
In 1778, when the Elector Carl Theodor ascended the Bavarian 
throne, he took a great number of members of his chapel to Munich with 
him. Only a small number of orchestra members remained in Mannheim, 
and this caused difficulties in regard to the concert tours of Peter 
Ritter and his father. In a memorandum of 1778, the director of the 
Mannheim theater, Baron von Dalberg, wrote that he had to forbid the 
Hitters, father and son, Danzi, and others v1ho remained in the Mann-
heim orchestra from making journeys, because, without them, the 
theater orchestra could not ~erform.45 
In 1784, Ritter became a regular member of the Mannheim orchestra, 
replacing Franz Danzi. His duties included accompanying the recitatives 
for the operas and sacred music, and he soon became an indispensable 
member of the orchestra.46 
43wilhelm Schulze, ~· cit., p. 10. 
44Ibid., p. 11. 
45Gerhard Schmidt, op. cit., P• 4. 
46wilhelm Schulze, op. cit., P• 13. 
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On February 13, 1787, Ritter married Katherine Baumann, a famous 
actress in the Mannheim theater. She was very successful in the theater 
and played leading roles in plays by Schiller, who praised her for the 
great feeling with which she portrayed his characters.47 
Ritter demonstrated for the first time his excellence in direct-
ing the choir, soloists, and orchestra by conducting a performance of 
Haydn 1 s ncreation 11 on December 25, 1800, and he v7as higbly praised in 
the nMannheimer Zei tung. n Because of his success, Ritter was made 
concert-master of the orchestra in 18o1, and two years later he was 
appointed kapellmeister.48 
As the new kapellmeister, Ritter received the £allowing 
instructions: 
1. Kapellmeister Peter Ritter is responsible for the leader-
ship and overseeing of all operas, oratorios, and church music as 
well as the public concerts. 
2. T.he selection of the operas should be made with foresight 
and care, and he should consider the good taste.and humor of the public 
as well as the aesthetic superiority of the opera. 
3· All is left to his discretion in the best musical interest 
of the opera; he assign~ the singing personnel and no roles are given 
out or exchanged v7i thout his consent. 
47Ibid., P• 14. 
48Ibid., p.- 32. 
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4. In connection with oper~, he must, himself, take the place 
of the composer; the entire orchestra as well as the singers are obliged 
to follow his instructions exactly, but he must not require anything 
beyond their abilities. The desires of the individual singers must 
always yield to the interest of the whole group. 
5. The kapellmeister must keep good relations between the 
singers and the orchestra personnel. 
6. He must be attentive to the performance of the duties of all 
the members and should speak to them about small mistakes but recommend 
punishment for larger mistakes. 
7• In the theater, he has to choose with care suitable sin-
fonias and music for between acts that fit the spirit of the play.49 
Ritter's stren~ous duties as kapellmeister did not allow him to 
travel and become known outside of Mannheim, but those who heard him 
thought he was a superior cello virtuoso with a beautiful singing tone 
and with great technical facility.5° When he did play outside of Mann-
heim, it was with great success. The following review of one of his 
concerts appeared in the Allgemeine MUsikalische Zeitung of Leipzig 
in 18o3: 
The concertmaster Ritter played a violoncello concerto of his own 
composition; the facility with which he handled his instrum~t in 
49Ibid., P• 32. 
50ibid., P• 13. 
difficult passages, his tasteful and brilliant lUlegro, his 
security in double stops, and his powerful tone brought the 
loudest applause.51 
Ritter was active as kapellmeister until 1823, when he was 
pensioned. He remained in Mannheim and continued to compose until 
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his death on August 1, 1846. Picbler says in his Cbronik des Mannheimer 
Theaters: 
Jn him died a truly German man, both in his convictions and his 
actions. Admired by his subordinates, living entirely for his 
art, and willing to help with both advice and action, he was an 
honor to the Mannheim theater.52 
Works 
Peter Ritter was a very active composer throughout his life. His 
creative work can be divided into two main categories: (1) works-for 
the theater, and (2) instrumental music. 
Three factors influenced Ritter's opera creativity: (1) the 
Italian opera buffa, (2) the French opera comique, and (3) the German 
singspiel. His first work, the singspiel nDer Eremit auf Formentera" 
(1788), looked backward in form to the opera buffa of the Neapolitan 
school, but the operas that followed showed the influence of the French 
ope'ra comique. They also began to show romantic tendencies, such as 
the use of tbe orchestra for coloristic effects, increasing chromaticism 
5lnAuszug aus dem Briefe eines Reisenden llber den Zustand der 
MUsik in dem jetzigen Mannheim, geschrieben beyAnwesenheit der k8nigl. 
Familie von Schweden, im Sept. 1803," lUlgemeine MUsikalische Zeitung, 
Vol. VI, November 9, 1803. 
5~uoted in Wilhelm Schulze, op. cit., p. 49. 
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in individual lines with new harmonies resulting, and the conscious use 
of folk melodies.53 His theater works included at least eleven sing-
spiels and six operas and appeared at regular intervals from 1788 to 
the end of his life. The operas were later works, the first one 
appearing in 18o8. 
Ritter composed a very large number of chamber works, many of 
them between 1778 and 1788. These included several symphonies, at 
least eleven quartets, sonatas for cello (probably six), and con-
: 
certos for clavier, bassoon, flute, and cello. In all of these works, 
the cello was handled as a virtuoso instrument.54 
Early in 1793, King Friedrich Wilhelm II, an amateur cellist, 
spent several weeks in Mannheim, and Ritter was greatly honored by 
him. About this time, Ritter had written a number of chamber works 
which he submitted to the King. Among these works were string quar-
tets, quintets with cello obligato, a concerto for cello, and even a 
concerto for two cellos • The quintets, especially; ·show a tendency 
toward virtuosity for the cello.55 At another time, Ritter dedicated 
six quartets to King Friedrich Wilhelm II, but these did not use the 
cello as the most important voice. Ritter probably wrote them with 
the King's playing ability in mind.56 
53Gerhard Schmidt, op. cit., pp. 3-4 (of Abstract). 
54wilhelm Schulze, op •. cit., P• 12. 
55Ibid., p. 21. 
56Ibid., P• 17. 
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In 18o6, Ritter was ordered by the Elector to come to Karlsruhe 
to play with Appold (flute) and Arnold (oboe) for the festivities 
celebrating Napoleon's presence at the court. These three musicians 
often played together, and Ritter wrote many trios for flute, oboe, 
and cello. He also wrote some for violin, oboe, and cello.57 
Of Ritter's large quantity of chamber music, only eight quar-
tets and twelve duos (six for cello and basso continuo and six for two 
cellos) were available to Gerhard Schmidt when he wrote his disserta-
tion in 1925. Judging by these few works, Schmidt says that they show 
Ritter's great respect and admiration for the works of Joseph Haydn. 
In his quartets, Ritter gave the thematic material to all voices 
equally, and in the later ones, he was very skillful in dividing 
a theme among several voices. These quartets show the development 
of the sonata form in the use of contrasting themes and their develop-
ment. The duos show Ritter's great ability in voice-leading and in 
avoiding an empty sound v7hen writing for only two voices. 58 
About 1792, Ritter composed a sacred song, "Grosser Gott, Wir 
Loben Dich, u which attained a wide circulation and has since b.ecome 
the common proper-ty of the German people. For what occasion the hymn 
was written is not known, and for a while it was thought to have been 
composed by Joseph Haydn. Hum:perdinck used this melody in his music 
57Ibid., P• 14. 
58Gerhard Schmidt, ~· cit., P• 7 (of Abstract). 
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CHAPrER III 
ANALYSIS OF THE GENERAL MUSICAL STYLE OF RITTER'S CONCERTOS 
I. FORMAL PLAN OF THEl CONCERTOS 
Overall Form 
Peter Ritter's seven cello concertos follow the general three-
movement plan of the classical period with the exception of.the A Major 
Conce~o No. 2, which contains no slow movement. The first movements 
are all in the sonata-allegro form of the classical concerto, although 
somewhat modified in most cases. The slow movements contain as many 
forms as there are concertos, including rounded binary, ternary, 
French rondeau, rondo-sonata,and theme w~th variations. The third 
movements are, with exception of the D Minor Concerto, all in the 
rondo form. There is no use of cyclic treatment of themes in any 
of the concertos. 
First Movement Form 
In the classical concerto, the first movement is the most impor-
tant of the three. The usual description of the concerto first move-
ment form consists of four sections: the orchestral exposition in which 
the themes are in the tonic key; the second exposition in which the solo 
instrument presents·the themes, with the second theme in the dominant or 
relative major; the development section; and the recapitulation in the 
tonic key.1 
1Douglas M. Green, nThe Instrumental Ensemble Music of Leonardo 
Leo" (unpublished doctoral dissertation, Boston University, Boston, 
1958), p. 186. 
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Arthur Hutchings, in discussing the first movement form of 
Mozart's piano concertos, finds that, a1though each are somewhat dif-
ferent, they can be divided into six sections: pre1ude, exposition, 
ritornello, midd1e section, recapituJ.ation, and fina1 ritornello. The 
pre1ude, p1ayed by the orchestra, contains a number of themes which 
wi11 1ater appear in the ritornellos. The exposition, p1ayed by the 
so1oist and the orchestra, may use some of the themes of the pre1ude, 
but often presents entire1y new themes. The ritornello is played by 
the orchestra in either the dominant or the re1ative major and uses 
materia1 from the pre1ude. Hutchings does not call the midd1e section 
a development, because, although it may be a development, it does not 
have to be. This section is sometimes very short and serves merely as 
a transition back to the recapitulation. The recapitulation is in the 
tonic key and begins in the same way as the opening of the concerto. 
The final ritornello, played by the orchestra, is interrupted by the 
soloist's cadenza.2 
Luigi Boccherini's Concerto in Bb for Violoncello and String 
Orchestra (Eulenburg Edition) is very similar to Hutchings' analysis 
of the Mozart concertos, although the middle section consists of on1y 
two measures used as a modulation back to the tonic key. The recapi-
tulation is greatly extended by bravura passages within each of the 
three thematic sections. 
2Arthur Hutchings, A Companion to Mozart's Piano Concertos 
(London: Oxford University Press, 194BT, PP• 4-9· 
Joseph Haydn's Violoncello Concerto in D Major, Qp. 101, fits 
very easily into Hutchings' six section form with the addition of 
another orchestral ritornello between the middle section and the 
recapitulation. The middle section is quite extended·and -contains 
some real development in addition to the bravura passages for the 
solo instrument. 
Although the basic sections of the classical concerto first 
movement are found in the violoncello concertos of Bernhard Romberg, 
these sections are not as obvious as in the Haydn and Boccherini 
concertos. Romberg's orchestral expositions are very short and are 
really only introductions which sometimes do not even.have any real 
thematic material. The solo expositions contain not only the thematic 
material, but long bravura passages connecting the themes. The middle 
sections also contain very extended solo bravura passages. Occasio~­
ally, new themes are found in the middle sections. The recapitula-
tions are always somewhat modified. The Concerto in D Major, 'OP· 3, 
begins the recapitulation with the A theme but omits the first part 
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of it, and the B and C themes are very much modified. After a bravura 
passage by the cello, the movement ends very suddenly with a few chords 
by the orchestra. The recapitulation of the Concerto in E Minor, Qp. 7, 
begins with the A theme in E major instead of the minor key, but the 
following bravura passage changes to E minor. This concerto also 
ends with only a few orchestral chords. 
Since both Romberg (1767-1841) and Ritter :(.1763-1846) lived at 
approximately the same time, many similarities are £ound in their 
cello concertos. 
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Peter Ritter's seven cello concertos also £ollow the six-section 
£ormal plan which Hutchings describes. Each concerto ·contains an 
orchestral exposition, a solo exposition, an orchestral ritornello or 
tutti section, a middle section, a recapitulation, and a closing 
orchestral ritornello. In addition to these six sections, the D Minor 
Concerto contains a slow introduction o£ twenty-nine measures contain-
ing one theme presented first by the solo cello and then by the full 
orchestra. A slow introduction in the first movement of a concerto 
is almost unknown in a classical concerto, and thus, is one o£ the 
characteristics o£ romanticism in Ritter's works. 
The orchestral expositions are real expositions and not simply 
preludes, because in every case they contain the A themes and usually 
the B themes, which are presented again by the solo cello. In several 
concertos, the orchestra also presents the C theme. The A Major Con-
cer-to No. 2 is unusual in having ~ive thematic sections in the orches-
tral exposition, although the B and E themes are really only t~ansi­
tional and do not occur later in the movement. The E section is a 
chorale-like section over a dominant pedal. The E Major Concerto's 
orchestral exposition contains only tv10 £our-measure themes. The A 
theme is £irst stated by two horns and then the string sections make 
contrapuntal entrances o£ this short A theme. A tutti section using 
the A theme £ollows. Mter thirty-two measures, the B theme is 
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presented by the strings in the dominant and is followed immediately by 
the A theme also in the dominant. The B and A themes occur again with 
full orchestra and modulate back to E major in a transitional section 
based on A. Since B is always followed immediately by A, except in 
the development section, the two themes could be considered as two 
parts of one eight-measure theme. In Ritter's concertos, the whole 
orchestral exposition does not always remain in the tonic although it 
does begin and end there. The B theme is sometimes completely in the 
dominant or may modulate to the dominant within itself. The. A Minor 
Concerto presents the A theme of the orchestral exposition first in 
A minor and later in C major with some development of the theme within 
the exposition. The B theme is only transitional and highly chromatic 
so that it is difficult to determine the key. The D Minor Concerto, 
which is in D major after the slow introduction, also contains some 
development of the theme within the orchestral exposition. 
The solo exposition always begins with the A theme, although it 
usually has been altered somewhat from the original statement by the 
orchestra. The most usual change is in the addition of double stops 
for the solo cello. Sometimes the theme has been melodically orna-
mented. Additional discussion of this change in the theme will be 
found in the sections on thematic material and on the use of the solo 
cello. In four of the concertos the B theme in the dominent follows 
the A theme in the usual manner, but in the Bb Concerto a C theme, 
modulating from Bb to F major, has been inserted between the A and B 
themes. This theme did not occur in the orchestral exposition. The 
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A Minor Concerto contains no B theme in the solo exposition but presents 
the A theme twice, separated by a free bravura passage played by the 
solo cello. After another bravura section, the solo cello presents 
the C theme for the first time, while the A theme is played by the 
bass line. This thematic section modulates from D minor to C minor 
to C major. Of the three concertos having C themes presented in the 
orchestral exposition, two of them, the A Major No. 1 and the A Major 
No. 2 Concertos, repeat the C theme in the solo exposition. In the 
G Major Concerto the C theme is replaced in the solo exposition by a 
new D theme. Th~:A Major Concerto No. 2 is different from the other 
concertos in having seven different themes played by the cello, includ-
ing five which are different from the five orchestral the~es. Of these 
seven themes, only three are played later in the movement by the solo 
cello. The E Major Concerto's solo exposition follows the same alter-
nating pattern of A and B as the orchestral exposition, but also 
includes a development of A in which the theme is inverted. This· 
development section also occurs in the recapitulation. The D Minor 
Concerto concludes the solo exposition with the slow introduction 
theme in A minor followed by a free bravura passage. There is no 
indication of a change in tempo back to the adagio and the brav.ura 
passage is probably meant to be allegro. Solo bravura passages are 
freely added between themes in all the concertos, except in the A 
Major Concerto No. 1. In every case, a solo bravura passage ends 
the cello exposition and leads into the orchestral ritornello. 
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In all of the concertos, the orchestral ritornello is made up of 
the A thematic material. The A Minor Concerto also contains B thematic 
material. The ~irst orchestral ritornello is always in the dominant 
except in the A Minor Concerto where it is in the relative major and 
the sub-dominant minor. The D Minor Concerto contains some develop-
ment of the A theme within this section. 
The middle sections of the concertos are in.some cases real 
developments and in others only episodes consisting of ~xtended solo 
bravura passages. This predominance of showy technical writing in 
the middle section is typical of concertos written by a virtuoso of 
the solo instrument. The bravura type of writing for the sblo cello 
will be discussed in the section on the use of the solo cello. The 
length of the middle section varies from about one-quarter of the 
whole movement to only about one-tenth of the movement. The A Major 
Concerto No. 1, which follows the standard classical form with the 
fewest exceptions, has the longest middle section in proportipn to 
its length. It is an actual development section using the A and C 
themes with only one short solo bravura passage. The predominant 
method of development in this concerto is the sequential treatment 
of the C motive. The B-flat Concerto also has a fairly long middle 
section, and it also contains some development. Although the solo 
cello has an extensive bravura section, it is accompanied by the A 
motive. There is also a development of A by the orchestra without 
the soloist. The A Minor Concerto has a real development in which 
a new theme is presented by the solo cello. This new theme is 
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accompanied by the A motive in the orchestra, and occurs four times, 
each time a fourth higher. The A motive occurs throughout the develop-
ment section, even during a long solo bravura passage. Those concertos 
which have the most involved exposition sections have the least involved 
middle sections. There is very little use of thematic material except 
some use of short motives in accompanying the extensive bravura passages. 
The E Major Concerto, which contains some development of the A theme in 
the solo exposition, has nothing but cello bravura in the middle section, 
sometimes accompanied by motives taken from the A and B themes. The A 
Major Concerto No. 2, which contains ten themes in the two expositions, 
uses only one of them in the middle section, but it is not developed. 
The middle section of the D Minor Concerto begins with a passage that 
might be considered as a new theme, but the rest of the section is 
free bravura sometimes accompanied by the A and B motives. 
Ritter has made the most modifications in the classical form in 
his recapitulations. Only two concertos, the A Maj0r No. 1 and the G 
Major Concertos, have almost ~ct repetitions of the solo expositions, 
except with the usual change back to the tonic key. The E M:Ljor Con-
certo's recapitulation is almost the same as the solo exposition, except 
that it begins with the B theme, leaving out the four measure A theme 
played by two horns at the beginning of both the orchestral and solo 
expositions. The A development which comes in the solo exposition is 
also included ~n the recapitulation. The other four concertos have 
greatly modified recapitulations. The A Major Concerto No. 2 begins 
the recapitulation with the C theme, leaving out A, F, G, and H which 
come before it in the solo exposition. The section from the C theme to 
the end of the solo exposition is repeated almost exactly in the recapi-
tulation except for the usual key change. The recapitulation of the 
Bb Concerto contains only the B theme in the tonic key and a long solo 
bravura passage. The D Minor Concerto recapitulation begins with the 
B theme in D major followed by three bravura passages alternating with 
two statements of the slow introduction theme in D minor. ~e A Minor 
Concerto begins the recapitulation with the A theme somewhat altered 
and in A major instead of A minor. Romberg also did this in his Con-
certo in E Minor, Op. 7. A long bravura section, interrupted by a 
modified C theme, modulates from the major back to the original minor 
key. 
Each of the concertos ends the first movement with an orehestral 
ritornello. In all the concertos, except the G Major Concerto which 
uses the C theme, this section is based on the A theme and ends with 
a short free section usually based on the outlining of a chordal pat-
tern. This final ritornello is fairly short, varying from about eight 
to twenty-four measures. The only concerto with an unusual ending is 
the D Major Concerto, which ends with the two horns alone stating the 
four measure A theme as they had done at the beginning of both the 
orchestral and solo expositions. 
Cadenzas, as was usual during the eighteenth century, were not 
written out by Ritter, but were indicated by fermatas. Three of the 
concertos, the A Major No. 1, the Bb, and the A Minor Concertos, have 
no indications for cadenzas. The G Major and D Minor Concertos have 
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indieations for cadenza5 at the end of the middle sections. This is 
also the usual place for the cadenza in the Romberg concertos •• Tfie· 
NMajor Concerto has an indication for a cadenza between the recap~tu-­
lation and the final orchestral ritornello .. Only the A:':Major cr-oncerto 
No •. 2 has the cadenza interrupting the final orchestra.:L ritornello as 
is usual in the classical concerto. Tfie IT Minor Qoncerto also has 
several fermatas in the recapitulation ivhere cadenzas might have been 
inserted. 
Second Movement For.m 
Because of the differences in for.m, the six slo't'I movements 't·Till 
each be discussed separately. 
The slmv movement of the A. Major Concerto No..-1, in E. major and 
six-eight meter, has no unusual characteristics. Its for.m is the 
rounded binary A: ::tl B A. Coda. The first A section, consisting of only· 
eight measures, is completely in the tonic key. The B section begins 
in the tonic but immediately modulates to the dominant and remains 
there for the rest of the twenty measure section. The last A~ section 
is an exact repetition of the first section and is followed b.Y a ten 
measure rooda based on A. The rather simple melody played by the cello 
in the A- section is contrasted 'td th a more florid and rhythmically 
complicated melody in the R section •. 
The slov1 movement of the E Major Concerto is unusual in being in 
the tonic key. It is in six.::.eight meter, 1-rhich Ritter seems to prefer 
for his slow movements. The movement is. in ternary for.m K ff ltl Coda 
with the second A section altered by changing the second half of the 
melody into a bravura passage of thirty-second notes • The first A 
section begins in E major but soon Changes to 0# minor and then back 
to E major. The B section is highly chromatic but is essentially in 
E minor. The second A section returns to the tonic and remains there 
for the rest of the movement. In this slow movement, the florid cello 
melody in the A section is contrasted with a simpler theme in the B 
section. 
The slow movement of the G Major Concerto is in the sub -dominant 
C major. Here Ritter still prefers the compound meter but has written 
this movement in nine -eight. The movement follows the French rondeau 
form but it leaves out the third A section, so that it follows the 
plan A B A C D A. Each section is eight measures long. The B section 
is in G major, the C section in C minor modulating to Eb major, and the 
D section in Eb major modulating back to C minor. Each of the A sections 
returns to the tonic C major. At the end of the B, c, and D sections 
are fermatas which could indicate short cadenzas at the cadences. A 
short cadenza-like scale or arpeggio passage at the end of a section 
of a slow movement was ty:pical of :pieces written during the eighteenth 
century. Such a cadenza is found in the slow movement of the Haydn 
Cello Concerto between the C section and the final A section. 
The seventy-five measure slow movement of the Bb Concerto is 
the most extended of Ritter's slow movements. It is in the dominant 
F major and in six-eight meter. The form is the rondo-sonata A B A 
C A B A with the B sections being thought of as the exposition and 
recapitulation and the C section as development or middle section. 
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The movement begins with a tutti introduction of eight measures without 
the solo cello. The first A section is for solo cello accompanied by 
strings except at the cadence where the winds join in. The B section, 
inC major, is for strings only. The second A section, in F major, is 
for solo cello with winds and tutti cello and bass with the flutes 
doubling the solo cello. The C section, in F minor, the third A sec-
tion, in F major, and the second B section, in C major, are for solo 
cello with string accompaniment with the winds joining in only at the 
cadence of the A section. The final A section and the coda are played 
by all the instruments with the flutes again doubling the solo cello. 
Because of the doUbling with the flutes, the solo cello does not com-
pletely dominate throughout the movement as in Ritter's other slow 
movements. 
The slow movement of the D Minor Concerto is a theme with three 
variations. After an introduction of four measures, the solo cello 
enters with the ten measure theme beginning in A major and modulating 
to the dominant. The first variation stays in the dominant and is a 
free melodic variation of the theme. The second variation is also a 
free melodic variation but is closer to the original theme than the 
first one. This variation begins in the dominant but modulates back 
to the tonic. The third variation is very similar to the first except 
that it is in the tonic key and the ending has been changed. The move-
ment ends with a four measure codetta without the solo cello. Each of 
these variations is quite free so that it is sometimes difficult,'to 
follow the original theme. However, there are certain features of the 
' theme which stand out in each variation. The use of a three note figure 
beginning on D# in the second measure and the conspicuous use of the 
leap of a seventh in the melodic line are two characteristics which 
help to identify the theme vTi tbtn the variations. 
The slow movement of the A Minor Concerto is an extremely unusual 
movement for a concerto. It is a Largo in four-four time written for 
solo cello, three trombones, and timpani. The movement begins with 
two chords, each with a fermata and a timpani roll. Then the cello 
plays forty-six measures of a very florid melody in which there is no 
repetition of thematic material. The three trombone,s play a chordal 
accompaniment with two of them moving in half and whole notes while 
the third plays in quarter note motion. Every fevT measures throughout 
the movement, the timpani plays the dotted eighth and sixteenth rhythm 
associated with the funeral march. The unusual use of three trombones 
also gives the movement the feeling of a funeral march, because in 
opera it was common for trombones to be associated with death and 
Hades. This borrowing of a dramatic idea and inserting it in a 
concerto is completely a romantic characteristic. 
Third Movement Form 
The rondo was the usual form for the last movement of a classi-
cal concerto. It was derived from the seventeenth century French 
rondeau which consisted of a series of refrains and couplets A B A 
C A D ••• A. The. eighteenth century form was derived from the seven-
teenth century form by reducing the number of couplets, usually to 
three, and using the same material for the first and third couplets •. 
Thus, if the couplets are considered as exposition, development, and 
recapitulation, the sonata. form has been merged with the rondo form to 
make the rondo-sonata. form.3 .Although this combination form is found 
in almost all concertos of the Viennese classical school, it is not 
found in the Haydn or Romberg cello concertos • Some of Ritter's last 
movements include characteristics of the sonata. form, but none of them 
follow the A B A C A B A pattern. 
The Haydn Cello Concerto, Qp. 101, uses the older form A B A C 
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A D A with a. coda.. Each of the A sections is divided into two sections; 
the solo cello first presents the theme with string a.ccompa.nimentJ and 
then th~ orchestra., without the soloist, repeats it. Each of the A 
sections is in D major except for the second part of the third refrain 
which is in D minor. The first two couplets modulate to the dominant 
and the third is in the parallel minor. The movement ends with a. coda. 
based on A with the solo cello entering in the middle of it with a. 
short bravura. passage also derived from the A theme. 
The Romberg D Major, Qp. 3, and the E Minor, Qp. 7, Concertos 
follow a. shorter rondo form A B A C A. However, each couplet is quite 
long and includes extended bravura passages in addition to the thematic 
material. The C couplet of' both concertos is in the parallel minor. 
(The last movement of the E Minor Concerto is in E major.) The C 
3willi Apel ( ed.), Harvard Dictionary of Music (Cambridge, 
Massachusetts: Harvard University Press, 1953), p. 651. 
couplet of the D Major Concerto is called a Fandango. This Spanish 
dance will be discussed in connection with the last movement of 
Ritter's A Minor Concerto. 
All of Ritter's last movements are in some sort of rondo form 
except that of the D Minor Concerto, which is a set of variations and 
will be discussed later. The following shows the form of each rondo 
movement, with A standing for the refrains. When a small 11a 11 occurs, 
this indicates a development of the A theme and not the refrain. 
A Major Concerto No. 1 
A B A C A D A Coda-(CBA) 
A Major Concerto No. 2 
ABACA Coda 
Bb Concerto 
ABA a A 
E Major Concerto 
A-bravura and A motive-A-bravura and A in flute-A bravura 
and A motive-A Coda 
G Major Concerto 
A B A C A a A Coda 
A Minor Concerto 
ABAabA 
The first refrain or A section begins with a statement of the A 
theme by the solo cello with string accompaniment, usually a simple 
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chordal accompaniment. Then the full orchestra repeats the theme with-
out the solo cello. Nearly always there is a transitional section 
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between the two statements of the theme and another transition at the 
end which modulates to the key of the first couplet or B section. The 
E Major Concerto varies from this pattern in having the A theme stated 
by the cello and then the orchestra in the tonic key and again by the 
cello and then by the orchestra in the dominant key. The rondo of the 
A Major Concerto No. 2, called "Rondeau" by Ritter, has also been 
extended. The theme is first stated by the cello and is followed by 
a long bravura passage in the dominant. Then the cello again states 
the theme in the tonic, followed by the orchestral statement also in 
the tonic. A long bravura passage modulating to the dominant ends 
the A secti9n. 
Ritter's rondo movements contain either three or four refrains. 
Only in the Bb Concerto are the three refrains exactly alike, and the 
orchestral section of the second and third refrains is not written out 
but indicated by "come il primo. 11 In the other concertos, either the 
cello statement or the orchestral statement of the theme has been 
omitted in some of the refrains. The A Major Concerto No. 2 uses the 
refrain as described above for the third refrain, but the middle 
refrain omits the first cello statement of the theme and also the 
bravura section that follows it. In the E Major Concerto, the second 
refrain includes some development of the A theme. The last refrain 
of the A Minor Concerto is greatly altered. The A theme is played by 
the flute while the solo cello has a free bravura passage. The 
refrain ends with an orchestral passage using the A motive. 
The couplet sections usually consist of new thematic material 
plus extended free bravura passages by the cello. This is colllpletely 
true of the A Major Concerto No. 1 and the A Major Concerto No. 2. 
In the A Minor and Bb Concertos, the second couplet consists of 
development of thematic material from the refrain. The third couplet 
of the BbMajor Concerto consists also of development of the refrain 
thematic material. The couplets of the E Major Concerto do not con-
tain any new thematic material at all, but consist of bravura passages 
by the solo cello accompanied by the A motive in the orchestra. Thus, 
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Ritter does incorporate some characteristics of the sonata in his rondo 
movements, although he does' not follow the usual rondo-sonata form. 
Four of the concertos have short codas at the end of the last 
movement. These usually are based on material from the A theme. The 
G Major concerto includes a long cello bravura passage in this section. 
The A Major Concerto No. 1 includes shortened versions of c, B, and A 
in that order. 
The last movement of the A Minor Concerto is in a rondo form, 
but Ritter has called it a Fandango because of the character of the 
refrain theme. The Fandango is a Spanish dance in triple meter which 
was introduced into Spain from South America during the first part of 
the eighteenth century. It was accolllpanied by guitar and castanets, 
with violin and other instruments ad. lib. 4 The Fandango was danced 
by a couple in alternation with sung couplets, so that Ritter's use of 
4Ibid., .P• 256. 
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II. THEl RELATIONSHIP BETWEEN THEl SOLO CELLO 
.AND THEl ORCHElSTRA 
There are three possibilities in the relationship between the 
solo cello and the orchestra: (1) the solo instrument can predominate 
with the orchestra merely accom@anying it; (2) the orchestra can pre-
dominate with· the soloist ·playing an accom@anying part; or (3) they 
can both be of equal importance. 
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The most usual relationship in the Ritter concertos is the cello 
having the most important part with the orchestra accompanying it. 
This is always true in the first movement solo exposition and in the 
whole slow movement. When the cello is playing thematic material, 
the orchestral accompaniment is almost always only in the strings. 
Only occasionally do the winds accompany the solo cello, and this 
usually happens only in bravura passages or in the middle sections 
of the first movement. 
Ritter uses five general types of orchestral accompaniment: 
(1) chordal in various rhythms, u.Alberti" or arpeggiated figures, 
and sustained chords (Ex. 10 - a, b, c); (2) contrary motion between 
the solo line and another line (Ex. ll); (3) solo line and another line 
'] 
moving in parallel thirds and sixths (Ex. 12); (4) use of motivic 
material in accompaniment (Ex. 13); and (5) single bass line accom-
paniment (Ex. 14). 
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III. THEMATIC MATERIAL 
(For a complete thematic index, see Appendix) 
The themes of the first movements can be divided into four 
groups: first themes, second themes, third themes, and transitional 
themes. In the cello expositions, the themes are also classified 
first, second, and third, even though a theme may be new and thus 
be a fourth or fifth theme of the whole movement. 
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The first themes are usually combinations of chordal outlines 
and scale passages. They often start with an up-beat, usually three 
eighth notes. The first themes are highly rhythmical and use fre-
quent dotted rhytpms, both dotted eighth-sixt~enth and dotted quarter-
eighth. The first theme of the A Major Concertq is made up almost 
entirely of dotted eighth-sixteenth rhythm. The first theme is often 
stated twice in succession, the first time ending in the dominant key 
and the second time in the tonic. The only first theme which does not 
have these characteristics is the one in the E Major Concerto. The 
first theme of this concerto is very simple rhythmically and is' only 
four measures long. Its simple line is sui table to the contrapuntai 
treatment which it receives in the exposition and later in the movement. 
The second themes tend to be more lyrical than the first as is 
ty:pical in a sonata-allegro movement. These themes have larger note 
values than the first themes and hardly ever include anything smaller 
than eighth notes. They have more leaps than the first themes with 
the leap of a sixth often occurring at an important place in the 
melody. The second themes often have chromatic alterations within the 
melody. This is especially true in the .A Minor Concerto in both the 
orchestral and solo second themes. 
The third themes do not always occur in either the orchestral 
or solo exposition, but when they do, they have a combination of first 
and second theme characteristics. They are fairly lyrical, but have 
some of the rhythmic vitality of the first themes. They tend to be 
mostly diatonic with no outstanding leaps as in the second themes. 
The transitional themes are usually found in the orchestral 
ex:Position. They are short themes of about four measures repeated 
several times. They are usually fairly rhythmic with a definite 
motive that can be used over and over. The best example of this type 
is the D theme of the .A Major Concerto No. 2. This concerto also· 
contains an E theme in the orchestral exposition which is a chorale-
like passage over a dominant pedal note. The second orchestral 
theme in the .A Minor Concerto is really only a transitional theme 
which resulted from a chromatic modulation between two first theme 
sections. 
The slow movements of the .A Major No. 1, the Bb, and G Major 
Concertos, which are written in six-eight or nine-eight, have similar 
lyrical themes because of the meter. Each is made up predominantly 
of eighth note motion with the dotted eighth-sixteenth-eighth figure 
occurring frequently. The A theme begins with rather simp~~ rhythms 
but gets more complicated with sixteenth and thirty-second notes near 
the end. The other themes of the movement become much more 
rhythmically complicated in contrast with the A theme. The A Major 
Concerto thematic material, also in six-eight, is the opposite in 
having the A theme much more rhythmically complicated than the B. 
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The slow movement of the A Minor Concerto has forty-six measures 
of free melodic vr.riting with no repetition. The melody begins very 
simply in four-four meter but soon becomes more complicated with 
elaborate sixteenth note passages typical of string writing. The 
middle of the movement becomes highly chromatic. 
The theme of the slow movement of the D Minor Concerto is 
rhythmically fairly simple so that three variations can be written 
on it. The melody contains several special characteristics which 
later stand out in the variations. They are the dotted rhythm 
moti-ve beginning on the accidental Dffi in the second measure and 
the conspicuous leap of a seventh in the fifth measure. 
The rondo refrain themes of all of the last movements a~e very 
similar. 'Each is a gay, light theme in a constantly moving eighth 
and sixteenth note motion. The melody is usually played twice, the 
first time ending in the dominant and the second in the tonic. The 
repetition sometimes includes an extension of the melody. The 
melodies are completelydiatonic with scalewise movement and skips 
equally used. OUtlining of a triad is very frequent in the refrain 
melodies. Sequential treatment of short motives is found within the 
theme of the E Major Concerto. The refrain of the A Major Concerto 
No. 2 is a melody made up almost completely of chordal outlining in 
sixteenth note motion. 
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rl. KElY RELATIONSHIPS 
Since nearly all the unusual key relationships occur in the 
" first movements, only these movements will be discussed in this section. 
The orchestral exposition of a concerto is usually entirely in 
the tonic, but in most of Ritter's concertos the B theme modulates to 
the dominant. There are several exceptions to this. In the A Major 
. 
Concerto No. 2, the B theme modulates to E minor by way of F# minor, 
and the c, D, and E themes follow in the usual dominant E major. The 
A theme of the A Minor Concerto is partially developed within the 
orchestral exposition and appears in C major after two statements in 
A minor. There is no modulation from A minor to C major, but a sudden 
change from an E major chord to a C major chord. The B theme is only 
transitional and modulates chromatically from C major back to A minor. 
The solo exposition in Ritter•s concertos usually begins in the 
tonic, modulates to the dominant for the second theme, and remains there 
for the rest of the section. There are several exceptions. The A Major 
Concerto No. 2 has six themes in the cello exposition, two in the tonic 
. 
A major, two in the dominant E major, one in E minor, and one modulating 
from G major back to E minor. The section ends with a bravura passage 
in the usual dominant. The A Minor Concerto contains some development 
of the A theme in the cello exposition in which A appears in C major. 
The C theme of this movement begins in D minor, modulates to C minor, 
and then to C major. There is much chromatic alteration in the melody. 
The cello exposition section ends with a bravura passage in C minor. 
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The cello exposition o~ the E Major Concerto contains a development of 
the A theme which begins in G major and modulates through B minor to 
B major. 
The closing tutti of the exposition is usually in the dominant 
or relative major. However, the A Minor Concerto begins in the rela-
tive major but ends in the sub-dominant D minor, the key in which the 
development section begins. The closing tutti o~ the A Major Concerto 
No. 2 begins in the dominant but modulates to the relative minor. The 
E Major Concerto contains a sequential treatment of the A theme in the 
closing tutti. It modulates according to the ~ollowing pattern: 
B - b - d - F - G - A - B. 
Ritter's development sections modulate ~reely and make ~requent 
use o~ sequential treatment o~ themes and motives which modulate through 
a set pattern o~ keys. For example, in the development section o~ the 
A Minor Concerto, the D theme appears three times in the ~ollowing key 
sequence: d - F, g - Bb, C - Eb. The theme modulates ~rom the minor 
to its relative major and is repeated starting in the minor a whole 
step higher than the preceding major key. In the development section 
o~ the E Major Concerto, the B theme is treated sequentially, moving 
down a major third each time so that it is in the following pattern: 
B - b, G - g, Eb - eb, B { =Cb) • 
The recapitulation is usually all in the tonic key with the I 
~ollowing exceptions: the G and B major sections o~ the cello exposi-
tion in the E Major Concerto have been transposed down a ~i~th to C 
and E major; the A Major Concerto No. 2 is partly in A minor and C 
major; the A Minor Concerto begins in A major but modulates back to A 
minor near the end. 
V. COUNTERPOINT .AND DUTATION 
There is only one use of fugal treatment in Ritter's cello con-
certos. It is found in the beginning of the E Major Concerto. There 
are also a few exa~ples of canons. NUmerous examples of imitation 
t 
among various instruments are found in the concertos, but some of 
• these do not involve real counterpoint, because the first voice does 
not continue contrapuntally after the second voice enters. 
The beginning of the orchestral exposition of the E Major 
Concerto is similar to a fugal exposition. After two horns alone 
., 
state the four measure theme, the first violins begin the theme 
accompanied by a sort. of counter-subject in the second violins. As 
soon as the first violins finish, the second violins begin the theme 
~ 
in the dominant. The first violins continue with a ~ree sixteenth 
note passage. After the second violins finish the theme, the tutti 
cellos enter with the theme beginning on the tonic note. The violas 
begin with the second violins but only to fill out the harmony. The 
only characteristic which is not like a fugal exposition is the 
second violins and violas beginning before they play the subject. 
(Ex. 19) 
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bass and the treble; the tenor clef is not found at all. The treble 
clef was meant to be played an octave lower, although there is no 
indication of it. Occasionally Ritter has indicated that the part 
is to be played in the written octave, implying that the rest is to 
be played an octave lower. This peculiar use of the treble clef in 
cello music was common in the late eighteenth and early nineteenth 
centuries. Both Haydn and Beethoven used it in this vay. Jean ~ 
Louis Duport, in his famous Essay ~ the Fingering the Violoncello 
written at the end of the eighteenth century, gives the following 
explanation of clefs. 
For the sake of the greatest facility, as well as to comply 
with the usage now established, I have employed only two clefs; 
that of F, or the Bass clef, and that of G, or Violin clef. 
0 
I do not use the G clef as it is' employed in the general 
system of clefs, but according to the method adopted during the 
last thirty years for the Violoncello; so that the G here given 
in the F clef 9: <> : and that which follows in the G clef ~ 
are the same, or in other words, a unison.5 ~ 
In several of the concertos, Ritter has indicated the use of a 
mute on the solo cello during the slow movements. This was extremely 
unusual at the time as indicated by an article in the Allgemeine 
MUsikalische Zeitung; 
5Jean Louis Duport, Essay on Fingering the Violoncello and on 
the Conduct of the Bow, translated from the original by John Bishop 
(London: Augener& Co.), p." 4. 
In the Adagio it was astonishing to me that he modified his 
instrument by putting on a heavy mute, which, they assured me, he 
was in the habit of doing. I heard one individual in the audience 
during the applause make the remark that when Herr Ritter played 
the Adagio, it seemed that he had an entirely different tone from 
that in the Allegro.6 
Those concertos in which Ritter has specifically indicated the use of 
a mute are the Bb Concerto and the E Major Concerto. The horns, violas, 
cellos, and basses are also muted for the accompaniment. In the G Major 
' Concerto, the accompanying strings are to be muted, but the solo cello 
has not been marked with mute. 
The use of double stops~ especially thirds and sixths, are very 
effective on the cello, if played well. However, thirds are very 
difficult to play in tune. A succession of thirds in the low posi-
tions of the cello are especially difficult because a shift in the 
hand position must be made for each third and the fingers must also 
be contracted or extended to make the third either major or minor. 
In the thumb positions, thirds can be fingered so that two may be 
played in succession without shifting. Thus, the player has more 
facility in playing thirds in the higher range of the instrument. 
An alternation of thirds and s~hs is also very effective and less 
difficult to play because less shifting has to be done even on the 
neck of the instrument. 
Ritter's use of double stops is confined mainly to the first 
presentation of thematic material by the solo cello. In the D Minor 
6Allgemeine MUsikalische Zeitung, Vol. VI, November 9, 18o3, 
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CHAP.I'ER Dl 
CONCLUSIONS 
Peter Ritter was one of hundreds of little-known composers who 
wrote concertos for their own instruments. Although his cello concertos 
did not become known except through his own performances in Mannheim and 
perhaps Berlin, they are important because they show the type of music 
that was being written for the cello at that time. They show the 
' 
technical development of cello playing and illustrate the trend toward 
instrumental music that shows off the great technical ability of the 
performer. 
Because Ritter's cello concertos remained in manuscript form and 
. 
did not circulate widely even during his lifetime, they probably had 
very little influence on other works written for the cello. The best 
known cello virtuoso of Ritter's time was Bernhard Romberg, whose 
cello concertos were much more widely known. Probably Ritter was 
familiar with Romberg's concertos, and they seem to have greatly 
influenced Ritter's own cello concertos. There are many similarities 
between the two composers' works as has been pointed out in the 
preceding chapter. 
The problem of putting Ritter's concertos in chronological 
order cannot be completely solved. Although none can be exactly 
dated, their stylistic features show that they cover most of Ritter's 
long life. The A Major Concerto No. 1 is very definitely an early 
·work and might even have been written while Ritter was still a student. 
It follows the traditional classical form very closely with no innova-
tions of form, harmony, or in the use of the solo instrument. One 
characteristic that makes it different from the other concertos is 
its lack of extremely long free bravura passages for the solo cello. 
The A Minor Concerto is probably the latest of the seven concertos. 
It is definitely a nineteenth century work and has many romantic 
characteristics. It shows a breakdown of the traditional concerto 
first movement form by the inclusion of development within the 
exposition and by its unusual modulations and key relationships. 
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The use of three trombones in its instrumentation is also a nineteenth 
century characteristic, especially when they are used along with the 
timpani in the slow movement as the only accompaniment for the cello. 
The use of the Spanish dance type, the Fan~ngo, as the refrain of the 
last movement is also a nineteenth century trait. The D Minor Concerto 
is also a fairly late work, written between 18o3 and 1823 when Ritter 
was Kapellmeister. Its slow introduction t0 the first movement is 
definitely a nineteenth century characteristic; no example of this 
is found in any other classical cello concerto. The use of the slow 
introduction theme throughout the first movement as a unifying factor 
adds to the breakdown of the old eighteenth century concerto form. 
To put the other four concertos in any kind of chronological order 
is impossible, because they all show some,innovation and a trend 
away from the classical concerto. 
The most important feature observed in studying Ritter's cello 
concertos is the trend away from the Classical concerto and toward the 
Romantic characteristics 9f the early nineteenth century. The most 
important change is the lack of classical balance between the impor-
tance of the orchestra and the importance of the solo cello. The 
classical balance has been greatly disturbed by the preponderance 
of free bravura passages for the solo instrument. The Ritter con-
certos are definitely not concertos for cello and orchestra, but 
concertos for cello solo with orchestral accompaniment. 
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